colonial photographic archive, in which this is probed less for traces of European constructions of African allochrony (to borrow Fabian's phrase, 1983 ) than for what it reveals about European concepts of African 'progress', about colonial planning for specific goals in relation to health, education and civic participation and about administrations' (later) attempts to encourage African nations to achieve 'modernisation'.
When one begins to look, it is striking just how pervasive this address of photography to the future is in the photographic history of the continent. Take, for example, the surviving colonial archive from Uganda -a subject about which Vokes has previously written at length (see especially Vokes 2015) . Re-reading this archive, we are immediately struck by the fact that, from the outset, colonists' imagery was saturated with tropes that, in one way or another, referenced potential futures. Thus, during the early decades of the twentieth century, photographs frequently included subjects like: Europeans arriving at their destinations (in which they could be seen climbing down a ship's gangplank, or walking down a jetty, or stepping off a train); indigenous African people preparing ahead (by, for example, building a house, or breaking a road, or planting crops); and both Europeans and Africans engaging in all manner of 'opening ceremonies'. So too, from this time onwards, colonists' photographs demonstrated an increasing concern with Uganda's future political and social development. This is evidenced by one of James Hayes Sadler's albums -Commissioner of the territory from 1902-1907 -which is dominated by images depicting his administration's ongoing attempts to integrate Uganda's indigenous kingdoms into a new unified polity, Christianise the country's population and rid the territory of trypanosomiasis ('sleeping sickness'). Later still, from the mid-1940s onwards, the Department of Community Development's Photographic Section produced thousands of images depicting the government's efforts to 'modernise' the country, through an expansion of industrial capacity (including industrialised farming), energy and transport infrastructures, the tourism sector, communications infrastructure, healthcare facilities, and arts and education institutions (see Vokes, this volume).
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Moreover, across all of these examples, the photographs' orientation towards the future emerges not only from the semiotics of their representations, but also from the ways in which they were circulated and deployed, as 'image-objects' (Edwards 2012) . Thus, early photographs of European arrivals often became part of propaganda campaigns that aimed to bring additional colonists to East Africa. Hayes Sadlers' photographs of his anti-trypanosomiasis campaign later played a central part in his (ultimately successful) attempts to elicit increased funding for the programme. Reading the photographic archive in this way draws attention to the performative quality of many of these photographic events, not merely recorded for posterity, but projecting into the future. As John Peffer (2015, 122) argues from a South African context, the prevalence of photographs in which African subjects were, quite literally, invited to perform historical, and we might add, with reference to missionary conversion for example, future roles and identities, has engendered particular understandings of photography on the continent. Whether the intent was to deliberately obscure the transformations entailed in these staged photographs or, conversely, to make them purposely visible, the medium has always been as much about fantasy, imagination and projection as about recording the visible social world.
Competing Photographic Futurisms
If future thinking inhabited approaches to the medium from its arrival on the continent, it is equally evident that it was a sustained dimension of its deployment, from within and without, during later periods too. Unsurprisingly, photography played a prominent role in the project of imagining African futures during the era of 'high modernisation', coinciding, as it did in many places, with decolonisation and post-colonial independence. Throughout this time, which provides the context for several of the contributions to this volume (Schneider, Haney, Newbury, Vokes) , there appears to have been a major proliferation of photographic futurisms across Africa. Outgoing colonial states, incoming post-colonial governments, and all manner of political parties, civil society organisations and ordinary citizens, sought to use photography both to picture departing colonial administrations and, more importantly, to develop their own iconographies of independence. Images of outgoing orders were characterised by everything from sentimental nostalgia to signs of anger and violence, whilst those relating to decolonisation were saturated with symbols of the new, everything from major construction works, to architectural projects, to the possibilities of new African modernities.
A substantial body of scholarship on African photographies in recent years, as well as numerous curatorial projects and exhibitions, has concentrated on the compelling performance of selfconfident, modern African identities for the camera, pictured in the portraits of photographers such as Seydou Keïta and Malick Sidibé, to name only the two most prominent figures (see for example, Lamuniere 2001; Miessgang and Schröder 2001) . The emphasis in this collection, however, is less on the interrelationship between photography and individual self-fashioning, and more on the place of photography in relation to local, national and international political and administrative projects.
To leave the discussion at the level of the individual is ultimately too limiting (Bajorek 2012, 164) and, of course, it is only one side of the coin. As Brian Larkin argues, there is a shared affective, imaginative and aesthetic dimension to modernisation that links major construction projects such as bridges and television stations, to the style and confidence of those in Keïta's portraits who presented themselves as masters of this modern world (2016, 48) , and which we argue permeates many photographic projects of this period. And, as Tom Allbeson notes on his work on the photography associated with UNESCO during the 1950s, there is a consistent privileging of the city as an 'icon of an imagined global community ' (2015, 16) despite urban dwellers forming only a small minority of the global population at that time.
A more varied examination of the photographic production of the time reveals that there are continuities in the visual order, as well as experimentation, novelty and radical change. In his contribution to this issue, Schneider points to 'the stabilising power of photographs', and the stability of photographic institutions, in the Anglophone regions of Cameroon in the period before and after independence. The Photographic Section of the Southern Cameroons Information Service 6 owed a great deal of its approach to the earlier deployment of photography and film for the purposes of colonial propaganda and mass education in British West Africa. Southern Cameroons' emerging political elite shared with its predecessors a belief in the value of the medium to the project of promoting unity and imagining the future, albeit now a national rather than imperial one.
And in the visual record it created, there is a continuity of form even as the content transitioned from imperial to national; a process Schneider characterises gently as 'changing the scenery', rather than iconoclasm.
As the post-war world order began to take shape, Africa and its diaspora was increasingly the subject of what we might term 'world photographies'. There is a hint of this in the case study of the Southern Cameroons Information Service. Among the first events to be covered by the The visual rhetoric of Family of Man itself pictured two alternative visions of the future: on the one hand, the UN General Assembly, metonymically representing self-determined nations working together in the service of a better future; on the other, the disaster of nuclear war signified in the final image of the exhibition. 3 Between these two poles, however, were many other photographic visions of the future, some of which envisaged greater continuity with the past than others. As
Newbury explores (this volume), a new photographic language of development, modernisation and human rights did not displace earlier missionary narratives in their entirety, at least not right away, but rather there was a process of convergence and appropriation, one in which there remained points of visual tension. The photographic project the Society for the Propagation of the Gospel pursued in the British West Indies was intended to imagine, for a British public, a Christian imperial future for the region and its subjects, but one that signalled modernity and development, and which underpinned an argument for colonial welfare as a responsibility and a necessary stepping-stone to the future. In addition to the labour intensive work of sugar cane cultivation, the photographs pictured modern industrial methods of sugar filtration, and the futuristic steel infrastructure of a new oil refinery in Trinidad, alongside more familiar missionary tropes of schools and hospitals. It was not within the remit of the exhibition to show political agency on the part of colonial subjects however. And by this period, we should note, such visions were pitched not against perceived 'savagery' or 'backwardness', but against alternative imaginaries of the future projected by nationalism and communism.
As the polarities of the Cold War became stronger, the two superpowers of the time deployed photography to draw newly independent African nations and their citizens into globally competing visions of the future. From the mid-1950s onwards, the United States Information Agency (USIA)
began to invest in a major programme of activity for the continent in which photography served to imagine capitalist, consumerist and democratic futures for Africa, modelled in its own image. One genre of USIA photographs that emerged during this period depicted African visitors to the United States as they toured US institutions of government, observed democratic politics in action and 8 were introduced to modern consumer products and lifestyles. The photographs were subsequently circulated to African countries as vouchers of an available future to be redeemed. In a reversal of the depiction of UN delegations touring trustee territories, African leaders were frequently pictured visiting the UN headquarters in New York. Kenneth Kaunda, soon to be president of an independent Zambia, appeared with compatriot Solomon Kalulu, set against a backdrop of the iconic UN building. Although ostensibly produced for US propaganda purposes, like earlier African leaders facing European cameras, Kaunda and colleagues had an interest in visualising their future status as actors on a world stage. 4 In parallel, and competing, fashion the Soviet Union too sought to engage citizens of African nations with an alternative imagined future, and likewise African-Soviet photographs abound (Nash 2016) .
As this last example suggests, the politics of these competing visions of the future was not restricted however, there was a furious backlash, from a public that regarded the photographs as scandalous and pornographic, with the outcome that the editor retracted the story and issued an apology. Cabral had misread the future of which he was now part, and how it might be represented photographically.
Yet, through his research on Cabral's contact sheets Thompson also traces unpublished images of the future that existed in the interstices of public discourse, occasionally resurfacing to be seen, or not, in new contexts.
Adapting an idea from Jay Winter (2006) , one might want to consider here a distinction between major and minor photographic utopias. Set against the major photographic utopias of Christian imperialism, post-colonial national building, pan-Africanism and socialist revolution, are moments of utopian imagining in a minor key, small acts of world-making that endure in photographic form, discernible in the archive as images of persistence and defiance in the face of conflict, and occasionally in the photographic encounter itself as a form of mutual exchange, elements of which seem legible in images such as Ramrakha's photograph of Makeba as she stops off in Los Angeles to visit African students in an act of support and solidarity.
Digital Futures
If the era of high modernisation, from roughly the end of Second World War to the late-1960s, led to a proliferation of photographic futurisms across Africa, both by governments and their citizens, then the current historical moment appears to be generating similar developments. The drivers of the contemporary renaissance of future oriented imagery are various, but include recent shifts in Africa's wider political economy, as well as the roughly parallel rise of digital photographic technologies (the so-called digital revolution). In relation to the former, the past 10 years or so has witnessed an increasing number of African governments attempting to propel their nations forward economically -to achieve economic 'take-off' -through the adoption of ever-more ambitious National Development Plans (NDPs). These plans often envisage a vast and rapid expansion of of future development outcomes. In other words, it is today common for these 'Vision' documents to be saturated with large numbers of digitally manipulated photographs and computer-generated images, as a means for illustrating their anticipated benefits. It is equally standard for a vast array of other media besides -from public billboards to official policy documents to government departments' promotional posters and leaflets (which in Uganda, at least, are typically circulated as glossy newspaper inserts), and all kinds of officially sponsored websites -to carry these same kinds of images. Indeed, so ubiquitous have they become, that they may even be said to now constitute a new public visual culture, across the continent.
As with the photographic futurism of the post-war era, this contemporary visual culture is again significantly influenced by global visual imaginaries, and especially by those associated with an emergent worldwide, and urban focused, 'millennial capitalism' (Comaroff and Comaroff 2000) . ' (2014, 183) . In this way, the imagery both feeds off, and feeds into, a 'collective ambition to reinvent Kigali's future as somewhere else '. 7 Writing about the new visual culture across Africa as a whole, Vanessa Watson also notes that its fantasy landscapes may be partly explicable in terms of the fact that its imagery is often produced for African governments by international media companies or commercial property developers (2014, . These firms may have an ongoing stake in the projects themselves, as a result of which they have a vested interest in representing the continent in ways that invoke a global capitalist discourse about 'Africa rising'. This can be itself interpreted as little more than marketing ploy designed to attract global investors into what remain high-risk property markets, and perhaps also a way to avoid confronting the present.
Once again, however, the politics of these visions of the future is not restricted to the realm of representation but, rather, emerges from the ways in which these images are circulated and 'performed'. In particular, it has now become a commonplace for African states to make extensive use of these future visions (as incorporated into policy documents, posters, leaflets) within their existing public works projects, which themselves tend to accelerate in the run up to elections. Vokes documented this during a period of fieldwork in 2015 in rural South-western Uganda, when such image-objects played a prominent role within a rural electrification scheme being rolled out ahead of the country's 2016 presidential and parliamentary elections. Briefly, a few days before this rural electrification scheme was due to reach Vokes' long-term fieldsite in Bugamba Sub-country, a small team of officials and engineers arrived in the village to begin mapping out where the new line's poles and transformers were to be placed. Where these fixtures were located on private landand in practice, almost all of them were -the team promptly handed out cash payments to the homeowners, as 'compensation' (okurihirira) for the inconvenience. These payments ranged from 14 one to three million Uganda Shillings -equivalent to between one and three years' salary for an average wage labourer -as a result of which, many households became in an instant fabulously wealthy. But the key point here is that at the moment these payments were handed over, the officials also gave the householder some or other piece of official literature replete with glossy computer-generated images of fantastical future development projects, and went to great lengths to 'narrate' the proposed benefits of these. These actions in turn appear to have further amplified the effects of the compensation payments themselves, by suggesting that these already extraordinary payments were just a beginning, and that much more was to come. In other words, the circulation and performance of these image-objects seem to have created a general impression that if this initial, relatively modest, infrastructure project had already delivered such great fortunes, then one could only imagine the scale of the future compensation payments that would attach to these future, and much grander, infrastructure schemes. As it has done in the past, but with greater intensity, photography serves advance notice of a future that is due to arrive from elsewhere.
Mobile Photographies
If the 'digital revolution' has given rise across the continent to another wave of photographic futurisms that express major utopian ambitions, to transform African cityscapes in the image of global capital, it is equally necessary to attend to the ways in which digital technology has enabled the expression of more minor future imaginings. African citizens are not simply the subjects of photographic futures but increasingly agents in their creation, not least as digital photography becomes ubiquitous within everyday life. 8 As the era of high modernisation witnessed the compelling performance of new, self-confident, African identities for the camera, so the emergent epoch of digital photography has seen similar developments. Without doubt, the key driver of this trend has been the rapid, and massive, influx to practically all African countries of ever more affordable 'third generation' advanced mobile phone handsets, or 'smartphones'. Between 2011 and mid-2015 alone, the number of smartphones being imported into Africa -a majority of them sub-US$100 Android-based systems -jumped from around 10 million units per annum to almost 100 million per annum (Tshabalala 2015) , as a result of which these devices became quickly established as a common feature of everyday life. Today, more than one-third all mobile phones in Africa are smartphones, and this percentage is set to rise to two-thirds by 2020 (GSMA Intelligence 2017).
Among their many effects, smartphones, and their associated infrastructures for communication - In a variety of ways, then, new digital environments have engendered key sites for images of the past to resurface, and become recognisable (Benjamin 2003) , in complex ways. This is perhaps nowhere more evident than in South Africa, with its specific temporal relation to decolonisation, and an alignment between photography and struggle that emerged during the apartheid period. As location, but its very form as wall mounted images, which they sought to counter with a live bodily presence, which was in turn put into circulation photographically through social media.
Concluding thoughts
Our aim in putting together this special issue has been to develop a new line of enquiry in the engagement with photographic archives and practices across Africa and its diaspora. Considerable scholarly attention has been paid to the many ways in which, especially during the early history of the medium, photography served to establish visually the idea of African pastness, in contrast to European modernity. Less attention, however, has been given to photography as a medium for the construction and imagination of African futures. And where scholarship has engaged with the medium's role in imagining futures, it has tended to concentrate on the photographic studio as a space of individual self-fashioning. Important as this work is, our contention is that the visual construction of photographic futures has been a feature of numerous photographic projects associated not only with modern selfhood, but also with colonial development, anti-colonial struggle and post-independence nation building, as well as more recent national development planning. This issue features several cases drawn from the era of high modernisation, decolonisation and post-colonial independence, a period in which the visual presentation of African futures was particularly prominent, contrasted with the more recent resurgence of photographic futurisms associated with the 'digital revolution'. No doubt there is further work to be done to elaborate and fill out the framework we have roughly sketched here, but we hope that the issue offers some productive starting points.
In framing the discussion of African photographic futures we have found it useful to think in terms of both critical and performative photographic futures, which, respectively, protest an oppressive present on behalf of an implied better future, or attempt to call the future into being, offering a template or model to be emulated, or in some cases literally embodied. The former has arguably been given greater space in photographic histories of the continent to date. We have also found it helpful to consider a distinction between major and minor utopias, imaginatively constructed through photography. During the era of high modernisation as well as more recently, African citizens have been subject to all-embracing visions of the future, driven by various capitalist, nationalist and socialist imaginaries. Yet, the medium has also provided a space for more minor forms of utopian imagining, photographic engagements and interactions that destabilise, or simply exist outside of, the hold of grand schemes. Finally, we want to acknowledge the dynamics of recovery and return of past photographic futures in the present; the photographic archive provides a rich repository for the creation of 'potential histories' (Azoulay 2013b ) and re-imagined futures.
And we are mindful that this is a process in which researchers are participants as well as observers.
